The basis of a spiritual life has to be acknowledgement of the reality of suffering. In contemporary music, a first level of suffering is having to endure dissonance, a second is trust in adherence to abstract compositional method in restraint of freedom of expression, a third learning to work with the unexpected and uncertain without loss of faith, and a fourth, being prepared to cause offence arising from public reluctance to accept difficulty, and entrenched conviction that the only purpose of music is to be emollient and entertaining.
glowing chamber pot, by implication freshly used, since the holy child has just been fed and drifted off to sleep. In the late medieval world of heightened sensation the transcendental is not merely suffused with the noises and distractions of real life, including sharp body odours, to a point where the viewer has to make an effort to perceive the conventional forms of faith as emblems of the triumph of the spirit. Indeed, one is led to conclude that the contemporary message of such art is that the spiritual life requires the faithful to show as much empathy for the destructive forces and physical constraints and discomforts inflicted by an indifferent nature, as pious submission to the caveats of doctrinal religion restraining the natural impulses of a healthy mind and body. In Stockhausen's childhood in the 1930s the same polarization of views was reawakening in an oppressed world of new media. For the great majority the movies were a means of escape from the tedium and deprivation of real life. The spiritual alternative to escapist movie fiction was a documentary realism dedicated to truthfully reporting the realities of survival. For Stockhausen as a child radio represented a magical new medium that controlled family life and also destroyed his mother's peace of mind. Upset at being constantly told what to do by an unseen voice, his mother persisted in trying to engage the speaker in conversation, and was offended and driven to distraction that the voice of authority refused to listen. Hospitalized when he was only three years old, she was eventually euthanazed by government decree, an event briefly flashbacked in the opera
Thursday from LIGHT (1978-80).
To discuss spirituality in the music of Stockhausen it is necessary first to have an Robin Maconie: Saving Faith: Stockhausen and Spirituality 3 appreciation of the nature of the spiritual life and cultural tradition to which he was born; second to understand his spirituality as a survivor, along with Boulez, Xenakis, and Cage, of an extraordinary period of economic and military strife culminating in the Holocaust and the atomic bomb; and thirdly to distinguish spirituality in the terms Stockhausen understood it-or at least, as his music suggests-from the spirituality perceived in him by those who have since changed their minds. The views of Stockhausen's spirituality acknowledged by other composers, however limited or partial, deserve respect all the same as the intuitions of fellow artists, in contrast to the doctrinaire pronouncements of those who are not composers.
All music is spiritual in the sense that sound is an invisible, relatively intangible, and invincibly impermanent medium. To a musician, all is transition. Mind speaks and sings to mind. Accordingly, if the parties to a conversation choose to agree on what is going on, that is the miracle, by default a miracle of faith on the ground that neither can be absolutely sure of exactly what has transpired once sound has passed into silence, as it invariably does. It means that all of us, composers and minstrels alike, along with journalists and politicians, are obliged to live and breathe in a world of hearsay. A world of hearsay puts particular emphasis on the indicative power of particular forms and conventions of utterance, relying as much on involuntary traits as on prior agreement to condition what a particular formula or habit of speech, such as a rising inflection at the end of a sentence, may come to signify, and thus how what has just been said is retrospectively to be interpreted.
In a 1971 lecture to an audience of English university students, Stockhausen cautions his listeners to rid themselves of the idea of the artist as a personality or moral leader. Do not attribute to me, he says, qualities you discover in the music you hear that are attractive to you. What you see in the musical mirror is yourself. For students of western music the situation is complicated rather than helped by the presence of a musical score, perceived as a chart or symbolic description of musical actions.
In elevating notation to the position of holy writ, performance is reduced to a subjective reading or status report whose value chiefly lies in verifying a text's continuing existence, not what it means. (The more subtle truth conveyed by surviving traditions of ecclesiastical plainsong is that the soloist acting alone intones with greater clarity and flair, but also having the power to alter the inflection of a text, and thus change its meaning, whereas the unison chorus, singing as a group, is bound to convey a fuzzier and less precisely nuanced expression of the text, but one that is nevertheless grounded in collective agreement, and therefore less likely to deviate from tradition.)
The availability of western music in score form, to be anatomized as a species of literature in the absence of a living performer, has allowed unconstrained ascendancy over two centuries of musicology to a special class of clerical copymaker or academic whose To speak for the spiritual dimension in Stockhausen's music is not a difficult task, though a reader must assume, as the composer himself has already said, that the present author speaks entirely for myself. After more than a century of reluctance to address, let alone explain, the philosophical messages of a modernism conveniently advertised as in chaos and spiritual disarray, the world of classical music studies in the twenty-first century strives to reinvent itself-indeed, to justify its very existence-as a hotbed or haven of speculation about creativity in the artist and, paraphrasing Kandinsky, on the spiritual in art.
Since among the many who do not compose, as well as the few who proclaim that they do, creativity and spirituality are by common consent invincibly mysterious, it is never easy to tell what those who engage in such speculation have in mind, other than a desire to comfort themselves and engage the attention of a reader. A popular disposition to pronounce without thinking on the meaning and viability not merely of the printed musical text, but the composer's intention in writing it, has nurtured a parasitic culture of bizarre and misleading fantasy concerning the nature of music and associated personality traits of the musical artist. That way lies madness. Acts of historical illiteracy are a barbarous assault on faith itself. The bleeding figure of a dying man is not a style icon but an image of the reality of suffering. We do not ask, nor should we wish to be shielded from unpleasant truths of the past. Whatever offence the recollection of sins of the past may cause, cause and effect are equal ingredients of a historical reality it is the higher purpose of art to acknowledge as much as to forgive. Dissonant events in our moral antecedence are no less real and truthful than the benign rifle shot and typewriter incorporated in Erik Satie's music for Parade: sound effects aptly described by the painter Georges Braque as 'facts'.
Introducing a recent symposium on musical creativity, Nicholas Cook observed that after Heinrich Schenker, the musicologist's appointed role of deciding on the acceptable meaning of a particular work, whatever the composer may have intended, has transformed through multiple generations of ideological ignorance into a muddled and flatulent discourse on the nature of musical creation along with the unsettling social implications of endorsing originality. Creativity discourse asks how it may be feasible for a composer or artist (or indeed, infant) to acquire musical comprehension, or for originality in musical expression to be encouraged in a healthy society. The language of creativity discourse is typically lax and incoherent.
There is a certain passage-it doesn't matter which-in Beethoven's Sonata Op. 14 No. 2 in which the composer, when he played it, "expressed the reaching over of the sixths . . . by holding the cover tone of each sixth beyond its written value, so that it continues to sound for an instant beneath the higher tone which follows." At least, so the early twentiethcentury musician and theorist Heinrich Schenker tells us, conjuring up a vivid image of the composer-who, after all, died half a century before the invention of sound recordingthrough what seems to be a kind of music-theoretical spiritualism. 3 For a reader to object to so casual an abuse of language-and in passing, of Beethoven's music-is doomed for the very reason that this alas is the way the profession speaks, and the sole purpose of whipping language into a froth is not to achieve clarity or results but as a camouflage to protect adherents from observation and attack.
It follows that in present company Stockhausen's spirituality-as expressed in his music-may need to be distinguished from the air of spirituality bestowed on him by others Robin Maconie: Saving Faith: Stockhausen and Spirituality 7 in virtue of his music's impact on themselves at an impressionable age. If I express an opinion of the spiritual in Stockhausen, the opinion is mine alone, but I hope faithful to his conviction of music as a fundamentally spiritual enterprise whose meaning resides in what musical notes and gestures actually say and do. As I understand him, Stockhausen is an exceptional realist whose art is dedicated to the acknowledgement and expiation of suffering. To say so is to assert that a number of aspects of Stockhausen's music routinely criticized or disavowed by scholars, and repudiated by composers professing to admire him, are all the same essential ingredients of the way to salvation to which his music invites us. It is, to be sure, a far from comfortable journey, inviting isolation, misunderstanding, and Harvey's take on the composer's spirituality is clear:
Here was a man who was quite explicitly seeing in music the language of some greater consciousness. There was a feel to it that seemed to me right. A very striking thing was the quality of the sound, in the electronic pieces and in the [intuitive] music he made with his group: one heard this immersion in sound, this famous exploitation of the static sound [presumably referring to Stimmung]. One heard values of an absolute nature, as opposed to the relative nature of music, which has an argumentative grammar. One heard sounds that were extremely beautiful, that sucked one in, in which one could exist as if they were another kind of reality. And I felt even in the more serial and strict works this love of sound for its spiritual nature, for its paradoxical ability both to speak of something beyond and to be itself more intensely. 4 Such responses, however genuine, tell a reader very little about Stockhausen's music, or about his spirituality as a person, or as a composer. What Harvey professes to admire can be summarized as qualities of leadership, conviction, tone, professionalism, and powers of rhetoric: in sum, not very different from the qualities saluted in a political leader by ecstatic crowds at a Nuremberg rally. What Harvey calls love of sound may amount to a flagellant's delight at the pain Stockhausen seems to enjoy inflicting-since he does it so much-or his employment of musical sound as raw sensation, unrestrained by polite convention, in the service of an implacable serialism. To admire Stockhausen in such terms is to yield to an Robin Maconie: Saving Faith: Stockhausen and Spirituality 8 appearance of thought pursued in complete unconcern for the risks of failure or of being misunderstood, or indeed of giving offence. All terribly British, very public school. So intense a commitment to a world of extreme sensation may at least be part of the reason why Stockhausen is able by turning a switch to attain moments of sublime beauty and spirituality; to a point where one starts to wonder whether the achievement of such moments is the composer's entire justification (if that is even required for one claiming to fly on divine autopilot). Such a view implies that the way to illumination in a musical sense is not sought in pleasing oneself but by following orders and engaging totally and without fear with the painful reality of unmediated dissonance. To think of Stockhausen and his serialism in such a way is perhaps to understand more clearly where he stands in relation to Cage, whose philosophy of abstinence, of emptying the will in the quest for spiritual illumination, is if anything more radically extreme. Whereas for Cage the new and potentially insightful arises passively within a constructed situation in time and space, for Stockhausen the same goal is more likely to be attained, and to a greater degree of richness and variety of effect, within a serially structured context of expressive dimensions calculated to generate unexpected and problematic but ultimately coherent musical results. For the Greeks, by a similar logic, the tuning of the mode ensured that any resulting performance would pass muster as a legitimate expression of the mode, whether or not it succeeded as a work of inspiration.
A sense of moral obligation to remain true to serial imperatives, or binding choice of starting conditions, is difficult to adjudicate but philosophically essential as a guarantee of integrity of whatever may result, for music as for an experiment in the scientific laboratory.
But unlike Cage, Stockhausen is rarely content to accept without demur the spontaneous outcome of a generative recipe. For him the composer's task is to effect a reconciliation with whatever fate (in terms of serial permutations) chooses to deal him, as Leonardo counselled his students to bring into clear sight the composition inspired by a random patch of colour on a wall, and the painters of Lascaux drew their animal images out of the natural contours of the cave. For Stockhausen as for the cave artist the art of composing consists in working the products of serial inspiration into shape, not just accepting the outcome of a game of serial roulette. Stockhausen's concern for integrity and quality of finish is admired by Harvey and speaks of a genuine appreciation of craftsmanship and attention to detail.
Where the two seem to part company is on the issue of sensibility, and indeed, of purpose. Harvey's contemporary John Tavener approves of the novel language of serialism, or at least, its effects. Tavener distinguishes between breaking with convention, or conventional modernism (whatever that is), and breaking with the tradition represented by the six-voice overtone spectrum of Stimmung. He appears to be saying that a composer who can create an entire work out of a B flat major chord can't be all bad, and by association that spirituality somehow resides in perfect harmony, despite taking offence at the composer's harmlessly erotic verses woven into a text otherwise drawing on the sacred names of a variety of sophisticated and primitive religions.
The British composer's enthusiasm is genuine but empty of content. He is unmoved, or chooses to ignore, Stockhausen's act of hubris in appropriating the sacred names of other religions. To him the complementarity of eros and agape in a majority of world religions is of no concern. Based on first impressions and a casual glance at the score, Tavener declares himself satisfied of the spirituality of Stimmung, without asking whether Stockhausen may Robin Maconie: Saving Faith: Stockhausen and Spirituality 10 ever have intended to characterize the piece in such a way. Tavener's endorsement amounts to the triviality that Stimmung resembles a religious rite. But Stockhausen routinely dresses up his practical exercises in religious terms. Sacralizing the routine can also be an aesthetic ploy, in the style of romantic art, or Albert Speer's wartime policy aims for architecture, to disguise commonplace buildings as sacred artifacts: tombs in the style of monuments, or simply monuments, as a form of intimidation and to make them look good. Stockhausen's litany of 'magic names' in Stimmung may simply have been adopted as found objects of an uncompromising neutrality that are well-known and out of copyright. By taking on the appearance of religious artifacts, prosaic and routine habits of instruction-however virtuous they may be in practice-assume instant status and moral authority in order to be taken seriously and inspire unquestioning devotion in rehearsal.
In reality, Stimmung is modelled on a repertoire of pronunciation exercises from a nineteenth-century elocution method devised and promoted to purify speech and personality through cultivated efficiencies in voice production. 6 Woven into the composer's ritual of in which there is at least an appearance of genuine dialogue between the six arpeggiating soloists and 4C computer. A policy of submission to the directives of the electronic medium suggests a perception of tape (or short-wave radio) as a source of divine inspiration, to be affirmed and imitated, but never contradicted-in other words, a divine navigational resource in relation to which the live performer is cast as a lone and potentially lost voyager in outer space. 7 There are mixed associations arising from such a construction, not all of which are religious, and some perhaps vivid reminders of a childhood of radio under National Socialism.
It would be easy to say that Stockhausen's music is all about faith. In that sense the music of Boulez, and of Cage, and Xenakis, is also about faith or conviction of a religious reason that acoustic messages of tuning, harmony, dissonance, identity and mutuality are uncontaminated by intention and therefore true and incorruptible.
Stockhausen remained committed to the difficulties of serialism long after a majority of composers had abandoned an aesthetic of hardship for more comfortable simplicities of idiom. To imagine that music and religion are ultimately about pacifying a majority rather than being reconciled to the reality of suffering is simply a clerical error. In order to seek and experience the reality of harmony one has to start from a presumption of difference and separation, both of which are liberating but also painful. Certainly it is not just about 
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